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CLIMBING THE LADDER WITH NO HANDS AT ALL
The best way I can describe where my process is right now is to reference to a moment in Paul Kalina's Clown class from Fall Semester of 2014. I did something I never thought I would be capable of doing. I climbed a ladder without my hands. Chris entered first. He moves so slow that I was chomping at the bit. I entered once too early and Paul made me go back. I knew it was too early the moment I got out there -I could feel it. When I did enter I got very excitedall of this happy joyful energy was bouncing around inside of me. I came up to the audience and that made me excited and then I saw Chris and that made me even more excited and so on until I had a foot on the ladder. By putting my foot on the ladder first Paul said I had made a promise and that I couldn't use my hands to climb it, but I had to climb the ladder. I was still pretty excited until I got to the third rung and then I started to feel unsteady. I still couldn't use my hands, but sometimes my body would lunge forward, out of my control and I had to pull myself back and refrain from gripping on for dear life. The higher I got the more anxious I became until my body was laid across the top of it unable to resist the urge to hold on and I was wrapped around the safety of the ladder as much as I could be. Meanwhile, Chris had climbed up the other side to save me, but all he could do was beat his gloves together and cry with empathy. What do I do with that?! After I was up there for a while I started getting really dizzy. I was afraid to move because I figured if I passed out while draped over the ladder at least I wouldn't fall off, but I knew I would have to eventually climb down and so when I felt a little better I started making my way around the other side, between Chris and the ladder. That was the absolute scariest part. I was so afraid it was going to tip over with all of that weight on one side. After what seemed like an eternity on top of the ladder I finally hit the ground and the reality of what I'd just done hit me so hard. I had come over the ladder and I had stuck with it. I didn't back away from the edge which is something I always do, or used to do. Suddenly I couldn't breathe and I felt dizzy and cold and panicky and I started crying. I had to lie down on the floor and let it pass. Something released in me that I think I'd probably been holding on to a long time. I can't really describe the feeling any other way but just one big release. At one point I wanted to start screaming and breaking things, but that felt more like a defense and maybe it was. I also still couldn't move at this pointeverything was tingly and I couldn't even feel my lips. All I could really do was let out a weak 'I hate you'.
After class I was exhausted and nauseous for a while -I stayed horizontal on the green room couch for a long time.
Paul told me to focus on the victory of overcoming the obstacle and not the trauma of the event. I see where he is coming from with this. I have a tendency, especially in my own workto only focus on the negative aspects and not the positive. I'm no good at taking compliments.
Some of my classmates think Paul pushed me too far and they were worried about me physically and emotionally. I don't think that is true. I always had the choice to stop or come down. I chose to keep goingand as terrifying as it was there was still some fun and joy in pushing myself that far. I don't really know how I feel about it, but I know it was a good thing. It is a reflection of my work in the program and how much I've grown without truly realizing, until now." I think this experience is a metaphor for not only my growth, but how I want to work as an actor going forward. I want to find the edge, the place where it gets scary and exciting and uncomfortable and push on that edge to see what I can find. That is the kind of work that I like to watch and it is the kind of performer I would like to be. Playing it safe is boring to watch and boring to perform, risk is the opposite. Risk is thrilling.
However, to get to that delightful point of risk and play you have to do some boring ground work first. When beginning work on a character I use the acronym GOAT. This stands for given circumstances, objective, action and tactics. Given circumstances are every fact I know about the play or the character. This is the base for all of my work on the play. Examples of given circumstances are age, location, time period, physical stature and anything that the playwright lists as a fact in the script. From here I expand my research on the world of the play. When working on the given circumstances I don't add any inferences or ideas of my own. It is important to start with a solid base of facts and build upon that so everything fits with the world of the play and isn't immediately corrupted by my own ideas about the play. Given circumstances are the first thing I look to when starting a new process, but I let them go once rehearsal begins. It is nice to do the work in advance and have it to turn back to should something feel amiss or need to be revisited. However, bringing given circumstances into the rehearsal room typically places me in my head so I trust that my previous work will support my rehearsal without relying on it in the moment.
The Objective is what I want boiled down to its simplest idea. This is usually a one-word noun. Action, to me, is a more detailed and visceral description of what I want. There is an overall, Super-Objective and Through-Line-of-Action for the entire play. This is important so I know where the character is going from beginning to end. And then Objectives and Actions can change many times over the course of the play and even during the course of the scene. This is when a beat change happens. A beat change is when something happens in a scene that changes the objective of one or more characters. For an already published play I keep everything separated. I have my script, which is usually in book format, a notebook for any notes, and a folder with clerical and dramaturgical information.
The reason for the two different methods is that for a new work a lot of the process begins on the first day of rehearsal. I may receive a draft of the script in advance, but this is usually in flux until the official freeze date. For most of the new plays I've worked on, the script is not frozen and can undergo significant changes until up to a week before the production. So it is vital for me to keep all of my information in one place since the play is still in process and major changes can be made. It's also easy for me to then remove all of my process from the binder and place it in file, opening up the binder to be re-used for another show. I like to keep all of my work in one file for reference. Since, playwrights may make changes that specific to the cast and crew of the production, I like to keep my work and contributions with the script should I ever need to reference it.
If I am working on a play that has already been frozen or published, more work can be done pre-production. Memorization, character work and dramaturgy can be done before the rehearsal process begins, so it isn't as necessary to keep all of my work in one place.
It is easier to keep everything separated since the research and development side of the process can be worked on outside of the rehearsal room more easily than with a work in progress.
I mark my script the same way for every production. Keeping it in the same format makes it easy for me to read through my script and memorize lines and blocking. At the top of each scene I mark down my objective and action at the start of the scene -If this changes during the scene I write the new objective and action above the line where the change happens. This also represents unit changes in the scene and beat changes are marked with a * on the left hand side of the page. I also write my blocking on the left side of the page in a printed, acronym format. For example, "cross downstage right" would be written "XDSR". Tactics are written on the right hand side of the page in cursive next to the line I intend them for. Operative words are marked with underlines. An important word gets one underline, a very important word gets two underlines and a word that needs coloring gets a squiggly line. Sentences that need to end in an upward inflection or downward inflection are marked with arrows pointing up or down accordingly. This isn't for every single line, but places where I struggle or moments that need special attention.
If I have any costume changes or props to deal with during the scene that is also marked at the top of the scene with a box around it. At the front of the script I keep a list of all costume changes and prop presets that I should check before the show.
Once all of this organizational work and analytical work is done, the real fun begins for me. This is the part of my process that is really difficult to describe, because unlike the highly systemized process I use for prep work and script organization, this part of the process is where I let the chaos in. This part of my process takes place after table work and mostly in the rehearsal room and any extra work I do outside of that time. This inspiration usually comes from an abstract idea or image that inspires a physicality or vocal quality for the character. This is where I work from the outside in.
The best way to describe this is to talk about my work on Sam Collier's Four Stories in which I played three very different characters: Sawyer, Duff and Abigail. I did the same prep work for each character, but the ultimate creation of each role came from a different inspiration for each one. The character of Sawyer was tied to a chair after being caught trying to steal and destroy items from two sisters on the last day of the world. One big stride I've made, that still requires some growth is letting myself be uniquely me.
For a very long time I've tried to be people I'm not. It wasn't until recently that I realized that I don't need to be Meryl Streep. I will never be Meryl Streep, and I'm ok with that. I have a unique personality and voice all my own and when I let that shine my work is so much more interesting. I have to continue trusting my instincts and not comparing myself to others or blindly listening to the advice of others without question.
The thing I value most in theatre and performance is the ability to connect to the conscience of an audience. Every performance has something to communicate and I want my work to reflect that. I am especially interested in working on comedic works that have a strong social commentary. My favorite way to approach tough conversations is through a comedic lens, because it makes everything easier to swallow.
In the past three years I've grown from a bleach-blonde, terrified little girl who was afraid of her voice and thoughts on the world. I'm not exactly sure who I am now, and I'm not sure that I will ever truly know, because life is always changing. What I do know is that I'm learning to own my voice and my power. More than anything I want my work to reflect me as a strong, smart woman who isn't afraid of her own fear. 
